Throat-singing is a form of singing practiced in a number of cultures, but it is not part of the pre-modern folk cultures of Western Europe that shaped contemporary Western popular culture. In contemporary Western music, throat-singing from Central Asia is used or sampled in global fusion and dance music as an example of the mystical, timeless orient. In world music, another Western form of music, artists from China, Mongolia and Tuva who incorporate throat-singing and roots music forms have become popular acts at festivals and the touring circuit. Throat-singing has also been used by extreme metal bands from Asia to signify their authenticity and their connection to this traditional culture. In this paper, I explore how throat-singing is used by performers and consumers to construct belonging, authenticity, identity and extremity. I focus in particular on how throat-singing and traditional cultural tropes are used by the Chinese folk metal band Tengger Cavalry and Darkestrah, a black metal band from Kyrgyzstan.
Introduction
1 The numbers in the cited text are footnoted references on the Wikipedia page. I have left them in because reference [3] read 'Slobin, Mark. Ethnomusicology. Volume 36, No. 3, Special Issue: Music and the Public Interest. (1992) , pp 444-446', a reference found all over the internet in articles about throat-singing. Slobin (1992) is actually a review of CD recordings of Tuvan music and of Mongolian music that does not say what the Wikipedia page says about the singers travelling to find the right environment. Please note all quotes from secondary sources are presented with the original typological and grammatical mistakes. assumptions and ways of thinking were common across the ambitious bourgeois classes of Europe. These were the classes that embraced the idea of progress, of liberalism, of nationalism and of imperialism, paradoxical ideological standpoints brought together by the successful transition of European societies from feudal to modern. As Edward Said (1978) points out in Orientalism, this imagined community of the West was constructed through the stereotyping of its Othered rival, the East (meaning the Muslim Arab world and Asia).
Westerners saw their economic and political supremacy in the Age of Empires as proof of the West's dynamic and positive civilization, contrasted with the weak and degenerate East (Said 1985) . As the political hegemony of the West migrated across the Atlantic to the USA, the idea that old Europe and the New World shared a common culture and a common civil society was taken for granted on both sides of the ocean. Orientalism has been criticised by many in post-colonialism for reducing the agency of people and communities in the East into 'dupes' of Western hegemony, and for reducing the potential of hybridity in diasporic identity formations (Brah 1996) . But it is still a valuable way of thinking about the power of Western societies to construct the East as something essential, different and Othered.
World music might be said to be an example of this Western power to make the East an inferior, essentialised and extremely distant Otherwhere music is selected and supported by Western labels and audiences because it represents something 'timeless ' and 'authentic' about the East or the more generic Other (Connell and Gibson 2004; Spracklen 2013b) .
World music is part of the wider globalised popular music industry, with its own websites, magazines, record labels, festivals, managers, booking agents and bands (Marshall 2013) . Its definition is, of course, not strictly policed, but it has come to mean 'roots' music from local cultures, global fusion and dance, and pop and rap music from various local cultures beyond the West. World music was invented in London in the 1980s as a term to embrace the genres above, while rejecting Western pop music, as well as any form of rock (Taylor 2015) . The consumption of world music, and the genre itself, is primarily Western in orientation. Connell and Gibson (2004) show how world music is a product of white, Western hegemony, or more generously, a response to globalization, hybridity and diaspora. Others such as Morcom (2015), Corn (2010) and Skinner (2010) argue that some forms of world music are rooted in genuinely local cultures, which serve to define communities and belonging. Whatever, Tuvan and Mongolian throat-singing is constructed in Western markets as world music, and musicians and bands who want to tour the West or sell records in the West present themselves as authentic to the tradition and culture. So Tuvan and Mongolian bands in world music are photographed in the mountains in the desert, in traditional costumeand not in their everyday clothes in the modern streets of their home towns and cities.
On extremity
At the heart of Orientalism is an idea that the East is far away from 'us', people in the West, who have the power and the hegemony to shape ideas about what the East is. In this critical-Orientalist account of the inter-cultural exchange of music, it is suggested that ethnomusicology concerns itself with maintaining its subject's extremity and distance from the Western musical traditions (Connell and Gibson 2004) . Western listeners consume exotic, Eastern folk music such as throat-singing because it is so extremeit is sold as being from beyond the edge, something that is deeply spiritual and timeless, something located in place (Born and Hesmondhalgh 2000) . Extremity in music and culture, then, is part of the psychogeography of Othering, the construction of spaces (the imagined communities) in which individuals in the West make belonging and exclusion. Throat-singing is extreme music in this sense, extreme in the world-view as viewed from the West.
Extremity might also be applied to the aesthetics and style of rock music itself. In heavy metal, the sub-genre of extreme metal is well-established and recognised by fans, musicians, labels and taste-makers (Kahn-Harris 2006; Spracklen 2013a Spracklen , 2015 Spracklen , 2017 . In heavy metal, extreme metal is black metal, death metal, with possibly the forms of folk metal that draw on black and death. Extreme means the sound, the ideology and the practices associated with the scenes: extreme metal is the music of the underground, not the mainstream pop world (Kahn-Harris 2006) . Extreme music might be defined in similar terms here: extreme music might be music from outside of the mainstream pop world, with harsh or provocative sounds and lyrics. In that sense, throat-singing, like black metal, is extreme music.
Methodological issues and frameworks
The framework of the research is a combination of content analysis and on-line ethnography, lurking and browsing over a period of twelve months as a passive observer. I have a certain positionality in the scenes: this paper is reflective of my long personal interest in throatsinging, world, folk and heavy metal as a music fan (Hodkinson 2005) . As all the data collected is publicly available content on the internet, I have not had to deal with ethical issues around anonymity and informed consent. The content analysis is a semiotic reading of the music, videos, pictures and text associated with the bands. I have used Wikipedia as a record of what its editors think is the truth, because that tells us about how imagined community is constructed through myths (Spracklen 2014). The on-line ethnography is a search of the internet for comments and content about the bands, and this is also coupled with a discourse-tracing content analysis (LeGreco and Tracy 2009).
My own research interests have extended into exploring: the construction of the Other and of whiteness in world music (Spracklen 2013a, 2013b); national identities, gender and 'race' in English folk culture (Spracklen 2013a; Spracklen and Henderson 2013) and extreme metal (Lucas, Deeks and Spracklen 2011; Spracklen 2006 Spracklen , 2009 Spracklen , 2013a Spracklen , 2015 Spracklen , 2017  Spracklen, Lucas and Deeks 2014); and whiteness and hegemonic masculinity in folk metal in this journal (Spracklen 2015). The latter paper was critiqued across the internetand some of those criticisms e-mailed privately to me used Tengger Cavalry and Darkestrah as examples of folk/black metal bands that were not white people singing about Vikings. So this paper is partly a logical extension of my wider research, and a response to that critical point.
Both of these bands have 'made it' into the metal music press in the West, and are discussed by metal fans on-line. I am interested in heavy metal because it has globalised and is popular among middle-class urban liberals beyond the West (Hecker 2016), while carrying elements of subaltern resistance associated with its (mythical) white, working-class male roots in the West (Brown and Griffin 2014) .
Tengger Cavalry
The first review of a Tengger Cavalry album on metal-archives.com was in August 2011, when the first album's strange blend of black metal and Mongolian folk music was beginning to reach the ears of extreme metal fans. Satosuke (2011) wrote this reaction to Blood Sacrifice Shaman (2011):
It's really damn hard to find a music group or album that's absolutely, completely unique in this day and age. Tengger Cavalry manages to reach that nigh-impossible feat by blending fast-pased classic black metal and bits of slow, solemn funeral doom with folk music from ancient China, particularly the vocals and instruments associated with Mongolian shamans. Traditional Mongol throat-singers punctuate the solid black metal growls and shouts with otherworldly vocal sounds that sound like brooding demons and pagan priests invoking mystical incantations. On the instrument side, the thick, chugging sludge riffs and occasional, well-placed lightning strikes of soloing are accompanied by various chimes, jaw harps, and most noticeably, the Mongolian horsehead bow. When put all together, the encompassing feel invokes an almost impossibly dark, vicious landscape of cavalry hordes beseeching the power of the deities they worship before charging to bloody warfare.
The reviewer is not quite sure what the influences are on the first album. We are told this is folk music from ancient China, but then the reviewer identifies Mongolian shamans and Mongol throat-singing. The reviewer is more certain on the extreme metal influences: While it is true that Blood Sacrifice Shaman is a reworking of the band's debut, this is anything but a re-record. What the original sports in black metal rawness, this 2015 version counters with a vision of beauty. Gone are most of the harsh vocals, replaced with an increased focus on throat-singing and instrumental compositions. Listening to this is a journey through time and a celebration of cultural heritage. This is quality metal even your mother could appreciate.
Here the reviewer is stressing a complete change of the sound. The extremity of the metal has been reduced, but the extremity of the folk music is central. The timelessness of throat-singing and traditional Mongolian folk music is stressed, and the reviewer finds the celebration of cultural heritage implied by the traditional music important. This phrase is something that usually appears on reviews of European folk metal and black metal bands (Spracklen 2015, 2017)the reviewer is clearly sympathetic to the idea of fixed cultural heritage, and supports a band that claims it. This is, the reviewer finally says, an album that is stripped so much of its black metal origins that it can be appreciated by The song 'War Horse' 5 from the 2012 album Sunesu Cavalry typifies the confluence of the two styles at the heart of the band Tengger Cavalry. We can hear black-metal vocals, blast-beat drumming, and hard metal riffs; but alongside them are the traditional instruments of Mongolian folk music, and, of course, the throat-singing itself. The song's title is selfexplanatory, as is the name of the band, and the album cover. This is a band that celebrates In this description the band has moved away from being categorised as black metal or folk metal. Now they are called folk rock, a friendlier and less extreme sub-genre that brings to mind bands such as Fairport Convention. The traditional elements of the music are foregrounded. And the band is just described as Mongolian. This makeover to make them more Mongolian folk and less Chinese-Mongolian black metal has come at a time when the band has changed considerablythe latest albums are less extreme than the earlier albums; There is no doubt from that career review, and videos of interviews posted in the media section of the official web-site, that Nature Ganganbaigal is a musical talent who can transcend and combine the genres of black metal and Mongolian folk music. There is no doubt that he is composing Tengger Cavalry's songs and arranging the traditional tunes, playing the horse-head fiddle, and doing all the singing.
Darkestrah
Outside black, doom and drone metal, I'll sometimes listen to the folk and modern music of various cultures in different places around the world and in particular to the music of Central Asia which among other things features a type of singing called throat singing… So you can imagine I was interested in the idea of black metal combined with elements of the music and folklore of Kyrgyzstan, the original home of the band under review, Darkestrah, which is located in Central Asia close to where the world champions of throat singing, the peoples of Tuva and western Mongolia, live. Throat singing seems to be a fairly widespread tradition in this part of the world, several ethnic groups including the Kyrgyz have some form of throat singing though the Tuvans and Mongols have developed it the most. On the whole, "Sary Oy"… based I think on a Kyrgyz story about three sisters, is a likeable and accessible BM work that comes close to being a mainstream rock / pop record and with touches of Kyrgyz fok music and siinging that add exotic flavour to the music without being intrusive. I actually wish the music had been grimmer with more of the Kyrgyz native music throughout but probably at the time the album was being made, the band had just arrived in Germany where the musicians are now based and they needed to release something that didn't seem too way out and foreign in concept and style.
For this fan, Darkestrah are the authentic real deal: a band from Central Asia using throat-singing to great effect within black metal. This fan thinks the band needs to include more of both elements in future work: more grim black metal with more 'native' music. The musicians in the two bands have approached throat-singing in different ways. For Tennger Cavalry, throat-singing and folk music is used because it is supposedly an authentic part of Mongolian music and Mongolian folk culture. The lead member of Tengger Cavalry is trained in the practice of throat-singing and is an accomplished folk musician, and he has family roots in Inner Momgolia. While the heavy metal parts of Tengger Cavalry owe their origins to Western forms of extreme metal, the folk parts are recognisably Mongolian. So throat-singing is an essential part of Tengger Cavalry's performance of authenticity, alongside the traditional costumes and the songs about Tengger and riding to battle. Tengger Cavalry's lead member and American label want us to believe that they are the real deal across two musical worlds, authentic in world/folk music, but also authentic in heavy metal.
So as well as the traditional music, we have the songs and the romantic, invented traditions about warriors. For Darkestrah, the throat-singing and folk music is incidental to their performativity of black metal musicians. In their actual live performances, this part of their recorded output is not readily apparent. On record, the throat-singing is used to give their music a performativity of extremity and pre-Islamic authenticity.
Both bands have constructed a form of Tengrism that they want to present to their listeners as authentic. For them, their stories, the music, and the throat-singing combine to create what they claim is a genuine representation or performance of a pre-modern, pastoral, warrior culture. Tengger Cavalry celebrate a shamanistic form of Tengrism that has been reinvented, in Mongolia and Tuva (Levin and Süzükei 2015; Pegg 1992) . This Tengrism is important for Tengger Cavalry because it is something they presumably believe has been lost, or is under threat, in modern China. As Thomas (1992) Looking at the reception of the two bands in the wider metal scene, it is clear that Western metal audiences are fascinated by the throat-singing and the Central Asian folk music used by both bands. There is in the presentation as well as in the reception of these bands a re-construction and validation of older Western Orientalism: the comments in the reviews and under the videos on YouTube confirm that for the metal fans who listen to these bands, Central Asia is far away and extreme. Furthermore, these bands represent an unchanging form of the East and Eastern culture unaffected by globalisation and modernity, and throat-singing is valued for its supposedly authentic connection to a continuing folk culture in this imagined Orient (Born and Hesmondhalgh 2000; Said 1978) . For the extreme metal scene, and for the heavy metal industry more generally, folk music forms and styles within metal are contentious, but for many extreme metal fans there is an acceptance of folk in a fetishized form within black metal, heathen metal and (obviously) folk metalwhere forms of folk music are used to link a particular band with its national culture and heritage (Spracklen 2015 (Spracklen , 2017 Spracklen, Lucas, and Deeks 2014) . In other forms of fusion between pop and folk music, this fusion may be viewed as something progressive and inclusive, but in extreme metal folk music from northern Europe has been used in conjunction with black metal to promulgate myths of elite Vikingness, whiteness and hegemonic masculinity (Spracklen 2015) . The construction of authenticity and belonging in extreme metal is defined and controlled by the Western metal industry and scene, as world music is by the Western music industry. Folk metal and 'Shamanic' black metal are both predicated on a shared understanding of extreme metal's communicative rationality (Habermas 1984 (Habermas , 1987 : being the outsider and rejecting modernity, while being constrained by the instrumental rationality of warrior masculinity and cultural nationalism. But that nationalism is a Westerner's view of Oriental nationalismthat is, it is fixed not fluid. This is why some of the responses to the two bands have been confused about the actual hybrid and multiple identities of the musicians: listeners in the West need to place these bands in cultural nationalist boundaries, and are suspicious of anything that might indicate these bands are products of modernity and migration.
Conclusion
The motivations behind the creative choices of the musicians remain uncertain until further research with them, but some things are reasonably clear from my analysis. Extreme metal bands have to sell authenticity: they have to be seen to be competent at the rules of the subgenre, while also showing their commitment to the sub-genre's ideologies and myths. What the two bands are doing, this research shows, is selling their authenticity to fans and the wider extreme metal scene as folk metal and pagan black metal. Throat-singing is used to signify fixed roots and fixed cultural heritage, around which the metal riffs are built. To the bands, the combination of metal with folk or world music is a free creative choice, a communicatively rational act in the constraints of the instrumental rationality of the culture industries more generally (Hesmondhalgh and Baker 2013; Morcom 2015; Negus 1998). That is, each of the bands uses throat-singing to signify both geographical and sonic extremity, and historical gravity: they play with the idea that this is music from the East, from a far-away place and time, even if this is just where they come from: both bands are performing a fixed,
Orientalist stereotype of what they claim as their own culture, whether it is the Tengrism and pan-Turkic identity of Darkstrah's mythology, or the Mongolian nationalism and traditions of Tengger Cavalry.
For heavy metal fans and extreme metal labels in the West, Tengger Calvary and Darkestrah are performing exactly how they should: many metal fans in the West want to hear metal music played by bands from far-away, and they want to hear those bands using the Viking/folk/pagan metal template of Europe to tell tales of Eastern warriors set to traditional instrumentation and tunes. Throat-singing in metal represents the extension of musical taste and cultural capital, perhaps, but it also conforms to existing patterns of elitism, nationalism and hegemony, as well as the metal scene's embeddedness in global capitalism. Adding folk music to rock music is always a political act, and one loaded with possible significations of invented tradition and cultural nationalism. But there is other agency and power at work in the creative choices of these bands. For Tengger Cavalry, it is a celebration of personal heritage and a desire to teach Western audiences about Mongolian culture and history. And for Darkestrah, there is a desire to reject Islamic histories for ones that retain their country's connection to late modern, Neo-Orthodox Russia. For both of these bands, then, the choices reflect the tensions around history and social identity that continue to shape politics in Central Asia and China. Throat-singing more generally might yet still be viewed as a form of counter-hegemonic resistance, in its use by these metal musicians and in its consumption in the West.
